Along with Eduardo Chillida, Jorge Oteiza is one of the best-known Basque sculptors of his generation. Although many scholars have written on Oteiza's significant contribution to the field of sculpture, and have analyzed his theories on the meaning of art, very few take into consideration Oteiza's 13 years in Latin America, much less acknowledge that these years had a decisive impact on his art and particularly on his critical essays and poetry. In this essay, I explore how Oteiza's stay in Latin America contributed to his reevaluation of the avant-garde movements in Europe and Latin America, and how it led him to redefine his relationship to progress, science, reason and nature, space and time, ethics, and national art. During the course of his interaction with Latin American artistic movements, Oteiza's thoughts on artistic singularity and universality matured, and he confirmed his strong sense of spirituality in order to liberate traditionally defined conceptual opposites such as the intellectual and the sacred from their teleological confinement.
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Along with Eduardo Chillida, Jorge Oteiza (1908 -2003 Oteiza's 13 years in Latin America, much less acknowledge that these years had a decisive impact on his art, critical essays, and poetry. Here I take as a point of departure Oteiza's first theoretical essay "Carta a los artistas de America sobre el arte nuevo en la post-guerra" (Letter to the Artists of Latin America on the New Art in the Post-War, 1944) in order to analyze how his Latin American years allowed him to conceive an artistic modernity that challenges some of modernity's contradictions. I explore how his stay in Latin America contributed to Oteiza's reevaluation of the avant-garde movements in Europe and Latin America, and how it led him to redefine his relationship to progress, science, reason and nature, to space and time, ethics, and national art. Oteiza's strong sense of spirituality exhorted him to liberate traditionally defined conceptual opposites, such as the intellectual and the sacred, from their teleological confinement.
As a Basque, he also had to come to terms with Spain's desire to annihilate Basque cultural particularity and Basque nationalism, as well as with the conflict between Basque national aesthetics and the universalist European artistic idioms of the avant-garde. While Basque nationalism, at least since 1894 with the foundation of the PNV (Basque National Party) by Sabino Arana, fostered cultural isolation and the production of an identifiable Basque art, Oteiza hoped to create an artistic space where the singularities of the local could express themselves more individually through abstraction, an idea that, although conceptually rooted in western thought, takes multiple forms in non-western cultures. By physically distancing himself from the Basque Country, which like Latin America was and still is concerned with national art, and by engaging in his "Carta" with Latin American artists on the question of what constitutes art and cultural identity in regions that have suffered colonization and cultural imperialism, Oteiza was able to better understand and conceive his own artistic practice and to critically address questions pertinent to his own culture. Witnessing the dilemmas that many Latin American artists faced in their pursuit of national cultural expression led Oteiza to create an art that does not attempt to resolve the colonial and historically fabricated contradictions between nonwestern and western, regional and national art/culture. Instead, Oteiza used this tension to settle into a mature aesthetic position that encompasses his most primeval connection to his place of origin and a universalizing European aesthetic that gave him the freedom to transcend the confining artistic precepts that surrounded him.
Given his own cultural legacy, Oteiza was sympathetic to Latin America's nationalist aesthetics, but he also hoped to convey that limiting the understanding of art to racial and ethnic characteristics leads to cultural stagnation (Vergez 23) . Doubtless, Oteiza's later writings -Interpretation estetica de la estatuaria megalitica americana (1952 Aesthetic Interpretation of American Megalithic Statuary), Proposito experimental 1956-57 (Experimental Purpose 1956-57) , and Quousque Tandem (1963 ) -exemplify the way he conceived art after his stay in Latin America, and we need to examine some of his theories of art in order to grasp what he hoped to convey in the "Carta a los artistas de America," where he asked: "What are the bases of the formal artistic differences between two continents with a common culture?" (89) . By focusing on his understanding of time, the void, and Basque pre-history, and examining how his thinking could lead to an artistic, psychological and spiritual decoloniza-2 Studies in 20th & 21st Century Literature, Vol. 30, Iss. 1 [2006] Politically" (1935) .
It was during his stay in Colombia that Oteiza published "Carta a los artistas de America sobre el arte nuevo en la post-guerra," fruit of years of reflection on the state of the arts. As a response to the many aesthetic manifestos that were published in the 1920s and 1930s in Latin America (Oswald de Andrade's poetry manifesto "Pau-Brasil" [1924] and his "Anthropophagite Manifesto" [1928] that emphasized American art as singular and independent from Europe), it offers a new aesthetic and ethical understanding of art's meaning for artists from a continent in search of a new aesthetic language. But 20th & 21st Century Literature, Vol. 30, Iss. 1 [2006] , Art. 5 https://newprairiepress.org/sttcl/vol30/iss1/5 DOI: 10.4148/2334-4415.1615
Oteiza, "the artist fails when he only represents his individual culture," and one of his main concerns was that American artists were being told how to imagine and how to inscribe in their art the era in which they were living: "the language and ideas of the artist have to be measured by the events they originate and not by those they translate." Oteiza asserts a need to rethink ethnic, local, and historical sensitivity and to engage in an inter-generational dialogue with different artists regardless of their origin, their political, historical and cultural circumstances.
Oteiza's work is more analytical and spiritual than formalist, and his letter advocates for abstract art, a plastic phenomenon that ensures permanence "when the extraneous signifying elements and the world that originated them exhaust themselves historically"(100). Oteiza Why then was Siqueiros the object of Oteiza's most pointed criticism? First and foremost, he thought that, of all the muralists, Siqueiros would be the artist most apt to make conceptual use of the wall and its space. Yet, Oteiza quotes Siqueiros as stating in the 1940s that, "the wall is not really an appropriate space for the intellectual and decadent experiments of European painting" ("Carta" 91). Oteiza regretted that an artist with such talent obeyed "the natural impulse" to neglect the wall's intellectual potential, and failed to take advantage of the spatial problems the wall poses. Oteiza believed Siqueiros did not exploit the void, an active element of his own spatial-volumetric compositions. Oteiza also mistrusted "monumental laws that govern the construction of art works with visible and particular organization, which carry a beautiful and old sentimental history, destined for public places or composed spaces" ("Carta" 92). Although he considered Siqueiros's work "internationally the most advanced," he also declared it "hindered by one of the most confused technical romanticisms" (92). Oteiza also insisted that Siqueiros's artistic experience "is limited to the psychological and theatrical development of the spectator, in which the wall imposes itself on the painting in a desperate movement, in an ingenious persecution of the spectator" (95) . Following the minimalist tradition, Oteiza considered that the artist should give the spectator an active role and integrate him in a spiritual space beyond the physical realm" (Vergez 112 ). The work of art needs to "absorb the spectator's space and intervene not only in the aesthetic space but also in the existential" (Vergez 112) , transcending the historical and political. As Valerie Vergez summarized it, we would then have an artwork "emptied of its psychological and expressive content that 6 Studies in 20th & 21st Century Literature, Vol. 30, Iss. 1 [2006] Oteiza's precepts: Because of the way in which our work is conceived and brought to life, its fundamental aesthetic physiognomy, its monumental heroic tone, it cannot be classed as the miraculous metaphysical production of 'exceptional individuality; with no specific origin, which panegyrical poets who pass for art critics in Mexico seem to think your work is. Our poetical art critics, some of whom are sincere, while others are not, are only very poor colonial copies of the poetical art critics found in Europe today. Our work is determined by historical social causes; it is an integral, living part of a collective, intellectual movement, of a common aesthetic drive, which developed along with our collective, national political aspirations, which probably form part of a worldwide pattern. Many documents and details regarding the reception of Oteiza Americans and Europeans alike, have a long way to go" (107). But this "we" can be read, as Emile Benveniste theorized it, as a "'junction' between the 'I' and the `non-I' creating a relation where there would be no equivalence between both entities, since the 'we' can only exist from the 'I.' The 'I' will always predominate . .. and this 'I' subjects the `non -I' due to its transcendental quality. The 'I' s presence constitutes the 'we'" (233) . However, Benveniste also adds that "the 'we' can, in a contradictory fashion, extend the I at the same time it lessens its singular strength," and we could argue that the way in which Oteiza resorts to this plural personal pronoun suggests less an idea of subjection than that of an unlimited relation: "The plural form entails the unlimited, not the multiple," asserts Benveniste. This "junction" translates Oteiza's With colonization, Latin America undoubtedly inherited this Spanish tragic sense, an existential discomfort that Basque people, according to Oteiza, had already overcome. While in Latin America Oteiza understood that the historical process of gaining power over solitude is completed when man completes (in a metaphysical void) an entire process of artistic language: "the problem is not to give language back to man but to give man back to language. Men who are able to recover themselves, will be able to recover their language, and they will be active culturally" (Quousque 14). As black hatchery drained of its nutrient, returning to the soil from which it raises itself in order to nurture its off -spring. . . . When lacking strength, the hatchery falls, moves back to its place, hoping to rest. Above, the umbilical-cord-duct remains, reminiscent of the end of a relationship. (58) Although Zuaznabar's interpretation is convincing, I do not read the umbilical-cord-duct as "reminiscent of the end of a relationship:' On the contrary, Oteiza wished to emphasize a continuous relationship between nature and the black flagstone, the rectangle that houses Batlle's ideas, and the ocean. That the catwalk is physically impassable alludes to the need to cross it intellectually and spiritually, encouraging the visitor to question himself, to inquire further into Batlle's thoughts and his political and social legacy. The passageway/catwalk is the sculptural synecdochic element that constitutes the part for the whole-on the one hand the organic/natural earth, and on the other the intellectual, and spiritual represented in the rectangular repository. This receptacle or repository contains the fruit of Batlle's thinking and the future cultural, political, social, and economic debates that will take place in the conference rooms and library. The synecdochic relationship allows for a simultaneous understanding of the various elements that constitute the commemoration of Batlle's thoughts and actions.
The project won the international competition, but due to conservative political pressure, the competition was annulled, and Oteiza and Puig's monument was never built. According to Juan Daniel Fullaondo, Oteiza remained in Montevideo for four months
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Studies in 20th & 21st Century Literature, Vol. 30, Iss. 1 [2006] (35) against internal political maneuvers determined to prevent the project from being built. Fullaondo qualifies this period in Oteiza's life as "the most intense and dramatic." Although Oteiza received considerable support from Uruguayan artists, architects, and poets, as well as major recognition in specialized articles, it was not enough to supersede the prevailing official nationalism (Fullaondo 35) . After all, Oteiza faced many odds: he was a Spaniard, a foreigner, an avant-garde artist at a time when buildings were not often considered traditional commemorative monuments. Yet, by choosing a house to embody Bat lle's thoughts and actions, Oteiza brought back the notion of the house/home as a stage on which Bat lle's politics had so much impact. Rather than evoke any demagogical idea of the nation, the building invited one to think, to engage in a long-lasting process of maturing, thanks to the symbolism attached to the home space in which one grows and develops. It emphasized that Bat lle did not expect his fellow citizens to pay tribute to him. Nor did he need a fetishistic representation in order to have his place in history. The monument is close to the spiritual monolith Oteiza so valued; it recalls the integrity and decency of the person it commemorates. In Oteiza's words, "We understand here the hymn to freedom as the meditation of an individual's moral sense" (in Badiola 229). As a "house" it would never just produce aesthetic pleasure, and it is the perfect incarnation of the theories that Oteiza hoped to convey in his letter, namely that the intrinsic nature of this kind of artistic work resides in the interaction between the artist and what he commemorates, the artist and the structure, man and his ideas. A commemorative monument often mirrors the institution or the government that commissioned it. That this structure was never built reminds us that many of the concerns Oteiza outlined in his letter were still virulently debated in The interpretation of Oteiza's thought by his followers as the incarnation of a communal universality confuses the part and the whole. Oteiza did not promote "a communal universality" that implies cultural hegemony. Rather, he intended to recover and to preserve the organicity of thought by means of aesthetic forms in which parts connect or relate to the whole rather than becoming blurred and amalgamated (as he theorized in his 1944 letter)." These parts coincide with breaking-off points, arrests that interrupt the homogeneity of thought. His way of thinking is at odds with circumscribed thought that is reduced to analytical rationality and has defined human beings in opposition to nature. Oteiza longs for a union between the intellectual, the spiritual, and the sacred, between culture and creation, and hopes to transcend the established notion of conceptual opposites to which they have been confined. Oteiza (83) . 9 Moreover, in French "banaliser une locomotive" means that drivers drive a locomotive by shifts. For Oteiza this could be equivalent to "the banalization of the avant-garde" to which he invites Latin Americans to participate, driving the locomotive of artistic innovation by shifts. 10 In Quousque Tandem Oteiza notes that "it is easy for historians to see that during the Paleolithic era climatic changes oriented part of our hunter society's nomadism. But they do not notice what the sedentary part of that society silently does. Historians also easily see that the Nile regulates agriculture and the life of Egyptians. But they cannot grasp how, in our society, the cromlech regulates an existential conscience (and moral philosophy and civil idea) in the final and static cultural complex of the Neolithic shepherd. Historians renovate their ideas but what remains dynamic in the dissemination of cultures still follows an even more dynamic and noisy, visible and migratory external movement. Ethnographic and historical cultures of the Basque people boil down to an instinctive and transbiological memory of the local man and its cromlech. But we insist upon the necessity for a man to travel while constituting himself (since that is how he becomes noticed by others). Art and culture radiate while it is in the making. But a man once constituted does not travel and remains silent and lives" ("Indice epilogal" under "Difusion de la cultura" in Quousque).
11 As I mentioned earlier, the notion of how we learn how to live and dominate solitude returns in Oteiza's aesthetic theory, and points to our need to think about life in isolation, and preserve the singularity of our being while living this isolation with others by existing communally in isolation: "to forge an individual soul, to produce individual souls, is how we obtain a collective soul" (Quousque 14). This an idea that also appears in Emmanuel Levinas's De Dieu qui vient a rid& (1986 
